The aim of this article is to identify the role and the identity of the young Romanian dramatist within the context of the collaborative theatre in our country. The main means of research have been the interview and the participatory assistance by actual involvement in the making of a performance. We started from the premise that the difficulties met throughout the work process begin as early as the study years at the faculty, as a result of the lack of communication between the departments from the Faculties of Theatre.
definition found in The Explanatory Dictionary of the Romanian Language, "author of theatre plays" 1 . Between practice and naming the new roles there are some dissonances which, at this point, everyone tries to explain according to their own way of working or personal aspirations. For instance, in order to adapt certain texts for stage, some directors chose the term script, see Radu Afrim's Pădurea spânzuraţilor (Forest of the Hanged) 2 .
In her latest published book related to this topic, Raluca Sas-Marinescu 3 draws the distinction between dramatic author (playwright) -"the person who writes a text for performance and publishes it or not and who does not modify it later on for staging or, if so, only regarding certain aspects" 4 -and dramatist, in the German sense, understood as such starting with Lesing and its The Hamburg Dramaturgy, meaning: "a person who specializes in connecting the exterior world to the inner world of a performance, helps the director with directorial vision, makes suggestions, works with the actors regarding the lines, their meanings and the possible stylistic changes, selects, organizes and reconstructs the text for staging." 5 Alexandra Felseghi also adds up the following responsibilities: "the recording/transcribing/collecting of material/research" 6 . However, this 1 The Explanatory Dictionary of the Romanian Language (Dicționarul explicativ al Limbii Române), available online at www.dexonline.ro, source: https://dexonline.ro/definitie/dramaturg 2 Radu Afrim, Forest of the Hanged (Pădurea spânzuraților), adapted from Liviu Rebreanu, staged in 2018 at The National Theatre in Bucharest; the play's description is on the theatre's oficial website, www.tnb.ro, source: https://www.tnb.ro/ro/teatrul/padureaspanzuratilor 3 Raluca Sas-Marinescu is also a Lecturer at the Faculty of Theatre and Film, UBB, teaching the Dramaturgy courses. 4 Raluca Sas-Marinescu Dramaturg și dramaturgie. Metode, tehnici, studii de caz. Cuvânt înainte de Miruna Runcan și Theodor-Cristian Popescu, , editura Eikon, București, 2017, p. 26 (our translation) . 5 Idem, p. 34. 6 Alexandra Felseghi, dramatist and director for Create. Act. Enjoy Group, PhD at the Faculty of Theatre and Film, UBB. She took part in an interview especially conducted as research for my MA thesis, entitled The role and identity of the young dramatist in terminology is not agreed upon by everyone. For instance, David Schwartz understands the dramatic author as the author inside the theatre: "The texts they write at home are not theatre, but literature. They wrote a text that can be staged.
[…] A living author inside the theatre is the one who works on the staging, who expands the text along with the actors, who changes the text according to what happens during rehearsals…" 7 From the legal perspective, the person who writes the text for staging is fully entitled to claim copyright in Romania, which furthers the confusion, even more so, as previously discussed, as the positions and tasks are changing. For example, the Fix Theatre from Iași has a program called Dramatic Author, Living Author (Autor dramatic, autor viu) which is actually a reinterpretation of the directing playwright. "Our project falls under the idea that the author is completely part of the staging process and holds the authority upon the staging of his own texts." 8 The idea of this project overlaps with David Schwartz's idea, which means it is a widespread line of interpretation. Further on in my article I will rely on the definitions offered by Raluca Sas-Marinescu.
However, taking a step back, we notice that collaborative practices are very little made use of inside the universities which offer theatre courses as a major field of study in our country. After analyzing the faculties' study programs, we found that only the Faculty of Theatre and Film from Cluj-Napoca and the Faculty of Theatre of the University of Art in Târgu Mureș offer Drama courses at the BA level. At MA level, there is a program of Romanian theatre today (Rolul și identitatea tânărului dramaturg în teatrul românesc de azi), which is available in the archive section at the Theatre Department of the Faculty of Theatre and Film, UBB, Cluj-Napoca. 7 David Schwartz, theatre director and associate at the National University of Theatre and Film (U.N.A.T.C.). He also took part in the interview conducted as research for my MA thesis. 8 Even so, the collaboration between the Theatrology Department and the Directing and Acting Department is limited. The causes are multiple, starting from the overloaded schedule of the Acting classes to the realistic training for integration into the workplace, where the dramatist is not needed and strives on his own to find projects which they can work on. The Faculty of Theatre and Film has started since 2017 such a collaboration within the dramatization courses, beginning with the second semester in the first year of study. However, bearing in mind what Radu-Alexandru Nica noticed, this sometimes works and sometimes does not: "Let's take a very real case. For instance, I gave the students taking part in the Dramatization course the task to dramatize a text. The tendency of the dramatists is, in a way quite rightly, to heavily rewrite that text. And furthermore, it is also to suggest a devised style for work. But all of these are not the requirements for the Directing Department." 9 This sort of misunderstandings may arise, on the one hand, from the lack of communication between the professor conducting the Directing course and the one from the Dramaturgy course, from the differences of opinion and non-unilateral expectations as far as the teaching activity is concerned. On the other hand, the students are connected to what happens in the world of theatre and realize that some trends become more visible than others and they aim for what is "fashionable". Under the spell of momentary enthusiasm, this "fashionable" trend is understood as a way to success.
The lack, or failure of these collaborations lead to confusions during the work process. Bearing in mind what we noticed both during our personal experiences while working with the actors as well as during the interviews, we understood that all these professionals consider the role of the dramatist dispensable. Most often they perceive as bothersome the presence of yet another person who is there to give them directions. But given that the faculty does not prepare them for such a collaboration, their defensive attitude is justifiable. In some cases, they can even suggest that they are better off without this role even existing, which may be due to the lack of training from the part of the dramatist, who does not know how to communicate in terms of acting practice or, why not, who does not know how to suggest a change in a way in which the person on stage does not get the impression he is doing everything wrong.
"I imagined I could go to the dramatist, have a word with him and together we could suggest something. But I cannot have access to the dramatist unless I use an intermediary.
[…] It is due to inhibitions. Because I am not used to going to the dramatist, for him to give me a good shape for the text which can be what it takes for when I go and show the director." 10 This difference between Andrei Han's expectation and the reality during work while staging the play is due as well to the dramatist Bianca Trifan's 11 lack of experience with actual staging. "In our faculty there is no sort of collaboration. In my first PhD year I had a project and I wanted to work with the first year Acting students, but they aggressively told me no. Lest I brainwash their students with something else but what they wish for them to learn from them." And thus, because of some differences of interests within the educational institutions, we can reach the conclusion that "relations in theatre are like relationships between humans. The dramatist and the rest of the theatre crew are now at the level of going out for a drink. They have a long way down the lane up until the moment they can share the same house and get along well with each other." 12 It is true that relations in theatre are first of all on an interpersonal level, but, while creating the illusion of a collective work, the fact that not everyone from the crew had already made it through the classical process, in order to know how and what should be deconstructed and reinvented through the new way of working, is overlooked.
David Schwartz argues that the lack of collaboration is a disadvantage for the dramatists. "First of all, this [lack of collaboration] can be seen in the fact that no fitted dramatist came out of U.N.A.T.C. The only fitted ones are the dramatists who had been dramatists before coming in." 13 And this is taking into account, also according to what he said, that neither in Bucharest do they have an opportunity as students of Dramatic Writing Master's Degree to work with the students from the Acting and Directing Department. Even so, a large majority of the people who took part in the interview do not think the problem comes from the faculty. "I don't believe in compulsoriness. I believe, rather than this, that this [lack] can be made up for through summer schools, workshops in festivals, collaborations with independent theatres." 14 What is perceived as a difficulty is the theatres' refusal to pay one more person. But, either way, the circle is closed. Theatres are directly influenced by a certain type of work ethic which is offered by the universities and with which people are accustomed. If the actors or directors do not receive the proof that they need a dramatist from the early years of study, then they will develop for themselves the ability to cover up for that set of tasks as well, even getting used to this situation, and after graduation, 12 Idem. 13 David Schwartz, in the interview for my MA thesis. 14 Radu Nica, in the interview for my MA thesis. when they finally get to work together they find out that they all know how to be a dramatist, but each in their own specific way.
"In the case of adapting a preexisting play, the one who should rightfully know better than the dramatic author the necessities and futilities of a certain performance, who can foresee the ideal spectator's opinion according to the intended directorial view, is the dramatist. This is why they will clean, replace, patch, cut and add pieces inside a text for theatre." 15
As far as the relationship between the dramatist and the director is concerned, the latter's feeling may be one of being threatened: "the dramatist wants to create more. And it is easy to understand, but we, the directors, do not want our concept to be hijacked." 16 Moreover, Radu-Alexandru Nica specifies that this is a generational preference and that at the younger generations he noticed a larger flexibility and willingness to give up on the rigour of the role within the creative team.
Collaborative practices are found mostly within independent theatres. Theatres which, for the most part, are established by teams of young artists. Production teams which are largely based, as Raluca Sas-Marinescu states, "on the presence of a dramatist." 17 Funds for these institutions come for the most part from the Administration of the Cultural National Fund (A.F.C.N.) which has as main goal for some of its meetings that the eligible projects promote the contemporary Romanian dramaturgy. 18 Under these circumstances, the most affordable and, at the same time, beneficial solution is to work with a dramatist on stage or to collaborate on certain points with a dramatic author. Felling the need to develop these types of collaborations, two of the independent theatres from our country have launched residencies in artistic creation where teams are formed out of actors, the dramatist, the director, the set director and, sometimes, the choreographer, the musician, and they all have the opportunity to learn how to work as a team. The first independent theatre to have this idea was The Experiment and Creation Reactor (Reactor de Creație și Experiment), with the program Fresh Start, which initially aimed to create two distinct teams, one for documentary theatre and another for performative theatre, but later on it only went with the second option. In 2017 the first edition of the School for Political theatre was held, which was organised by Macaz Co-op Theatre (Macaz Teatru Coop.), Bucharest.
"During the first two weeks, our actual roles (director, dramatist, actor, musician, choreographer) did not exist. We were all doing the same types of exercises and gradually the teams separated and what was left were us, the performing actors, and the creative team who gave us tasks. But this separation was not taken much into consideration." 19 Projects work well for the most part, but because they are shorttermed, they begin to work well exactly when they are about to finish. The illusion of a nonhierarchical project fascinates everyone, especially the actors who are being regarded as and learn to feel like mere doers, by both the faculty and the state theatres, according to what Anca Munteanu said during the Q&A session with the public, after finishing a performance for the Sweet-Sour (Dulce-Acrișor) play, conducted during the residency in Bucharest. "I was never able to contribute to the text I performed on stage, nor was I able to give my opinion regarding the space." 20 This is where a 19 Grațiela Bădescu, actress taking part in the play called Blocked while Crossing (Blocați în trecere), conducted during the artistic creation residency training called Fresh Start at The Experiment and Creation Reactor (Reactor de Creație și Experiment). 20 Anca Munteanu, actress taking part in the play called Sweet-Sour (Dulce-Acrișor), conducted during the School for Political Theatre, 2019 edition, second year MA student at UNATC, Q & A session with the public; the Q & A session's transcription is available in the appendix for my MA thesis. series of difficulties occur which the dramatist has no idea how to control, taking into account that his expectations do not overlap with actual reality.
One of the major problems regarding nonhierarchical work is the fact that we do not know how to negotiate. Moreover, in the case of a performance based on personal stories, it is rather late that the person who wrote the text can distance themselves from and accept the process of fictionalization. Taking into account Erving Goffman's observation, "at one far end we discover that the performer is totally involved in his own act; he can be truly convinced that the illusion of reality he stages is actually the real reality." 21 This can be confirmed through an example from the text structuring period for the Sweet-Sour (Dulce-Acrișor) play. In one of the texts that were written for the character called Elena, we have the statement: "Mum cooks a pot of soup from which we eat a few days, at breakfast, lunch and dinner". The actress refused it because this is not the reality of her life and she does not want to represent an exaggeration because people do not eat soup at breakfast no matter how poor they are. This idea is theorized by Peter L. Berger and Thomas Luckmann in The Social Construction of Reality: "in the course of action there appears to be an identification of the self with the objective sense of the action, the action which is unfolding determines, for a second, the actor's auto-perception and makes this thing in the objective way that was attributed to the action." 22 Here the term actor has the meaning of participant in social life, but it could be understood, without changing the meaning of the idea, as performing actor as well. Therefore, the reason the actress refused the line may be considered as valid as possible, given that her own life means a social category with a decent living. But a significant number of journalistic materials demonstrate that life in a poor rural environment does not exclude soup at breakfast, quite on the contrary. However, let's suppose we agree with this refusal to exaggerate. But, in this case theatre would lose its dramatic potential if we only presented social standards in their routine, precisely because the essence would disappear, that is, the characters as "ordinary people in unusual situations." 23 Another aspect, pertaining to this idea, was related to the characters' names. Before we talked about Bianca, Cătălina and Elena, the characters had been named Greta, Carla and Daria, names which were chosen by the actresses, but later on we changed them because they did not reflect the popularity of the girls names between '93-'98, the years in which we were born. Greta was not accepted even if the parents had considered Greta Garbo as a female model for their daughters. But this is a change that does not affect the character unless it is intended for a certain symbolic meaning of the name, which was not our case. "When the individual introduces himself in the life of other people, his performativity tends to incorporate and exemplify the official values recognized by the society, more than is done by his overall behaviour." 24
The battle between ethical and beneficial often appears in the case of the person who is a dramatist. For example, while working on the final monologues for Sweet-Sour (Dulce-Acrișor), I reached a moment when I was writing mathematically, counting each actor's lines, because, even if this was not an unanimous desire, as a result of the various thanks and complaints regarding the dimension of the texts, I reached the conclusion that the proper way to handle this situation was to make all the lines the same length. Something that from the point of view of creativity can be detrimental.
To conclude, according to definitions, the identity of the young dramatist in the Romanian theatre today primarily focuses around the theatrical play. Even if we speak about the dramatic author, or the dramatist who works on staging with the actors and the director, their responsibilities are primarily focused on the text. They are perceived as a part of the creative team, but with the collective consciousness that their role is limited. What is certain is the fact that everyone is trying to defend their "territory" for artistic evolution and tries to prove themselves, and consequently to assert themselves as much as possible, which can be interpreted as an attempt to chase out the intruder. In this case, the dramatist is an intruder because inside the faculties for theatre there is no collaboration between the director and the actors with the dramatist, however within the independent theatres there is a growing movement to encourage work with the dramatist regarding the staging process.
On the other hand, as I have previously mentioned, neither the professional training for the dramatists, nor for the dramatic authors is enough at the time of the graduation. Thus, the faculty opens up some valid directions, but the choice for one of them depends on the student's skills and desires. The point is that no matter what they choose, there comes a period when it is advisable to learn how to be self-taught, how to listen and understand the teammates' needs, but, at the same time, without devaluating or accepting the devaluation of their work by someone else.
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